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PREFACE
If you had to choose a parental figure in design school, it would surely be 
a generative process. Think of the first time you were asked to produce a 
project, paper, or presentation that you had no clue how to start. In design 
school, you’re taught to sit down and hang out with your sketchbook, 
set all expectations aside, and generate ideas over and over again until 
something sticks. To extend the parental metaphor further, this stage of 
idea development is like you’re in kindergarten, and the iterative process is 
telling you that everything you’re doing is very special. 
Soon enough though, you graduate from the idea phase and have to start 
testing these concepts against some simple, yet essential tasks.  The 
iterative process will take you through these phases with confidence, 
combining a solution here and a suggestion there to produce a viable option. 
Next thing you know, elementary school is over and through a long process 
of trial and error your project has the basics down. Congratulations, your 
project can do arithmetic and tell the time!
When pursuing a design education, there always comes a time when you 
must stop designing new ideas and commit. Either you’re excited for the 
new stages as the project grows stronger, or it’s uncomfortable because 
you can only see more challenges to come. Time will take your project to the 
next phase whether you like it or not. No matter how hard you resist, you’re 
gonna have to go to high school and grow up somehow. 
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This issue of Datum seeks to focus on the exciting part of moving forward. Rather 
than talk endlessly about how substantial a role iteration has played in the 
development of projects, the following collection of essays present the fruitful 
directions that design projects can take after the iterative process. 
Repetitive idea generation is not a procedure exclusive to design, yet for 
those pursuing a design education, creating in an iterative fashion takes on an 
especially important role. While the following projects were produced in the 
College of Design, they are not solely meant for design students. Furthermore, 
this issue of Datum seeks to expand its horizons beyond the Architecture 
program to include projects from Landscape Architecture, Integrated Studio Arts, 
Bachelor of Design and more. Although the language spoken in this collection 
may be design, we hope that the message will resonate with anyone undertaking 
a tough challenge.
The intent here is to say that it’s alright to be challenged by your own idea. 
Coming up with an idea demands creativity, but so does the process of executing 
that idea. It’s worth it to take a moment and ask yourself how to make this 
happen. Taking a project into fruition requires a combination of crazy and tame, 
excitement and boredom, with periods of raw production in between.  
Each of the essays and designs presented in this issue of Datum has grown up to 
become badass representations of themselves, but only after struggling through 
a couple of well articulated questions with the will power to find an answer to 
them. In taking this direction, we [the editors] hope to expose readers to a way of 
thinking about their endeavors as opportunities to create something entirely new, 
rather than sending them back to live in their parents’ basements.
INTRODUCTION
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PART
ONE
baby steps leading you into chaos and clarity
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by Ashley Danielson
          The design process itself is slow. With each new project brings a new client, 
context, and opportunities. We begin with large gestures that we build off of, but 
often we have to  deconstruct what we have to continue moving forward. It’s also not 
just about this  constructive/destructive process, but also jumps between conceptual 
and pragmatic. Design, as  I’m sure we have all heard at one point, is not linear. It’s a 
system of tangents, perpendiculars,  and parallels that we constantly traverse in search 
of our goal. We may gain experience from previous projects, but there are always new 
twists and turns to be maneuvered throughout a project. 
          Computers have tried to speed up the design process. With the process moving 
along quicker, clients are expecting more work and sooner. Even though programs can 
help you  design buildings quicker and with accuracy, it all depends on the computer 
skills you have. Like  drawing, it takes time and practice to become fluent in any pro-
gram. Sometimes you have to  tune out that ticking clock, and do what you believe is 
best for the project. If you believe that the best way to represent the exterior is a series 
of drawings, get out that lead pointer and sketch away. Maybe the interior is sensitive to 
lighting, and the best way to show it is a quick model. You might even want to imagine 
your building in its potential surroundings and make a photoshopped collage. Whatev-
er it takes, you are the designer so you will know the best way to represent your work. 
In the age where instant results are wanted, design needs to be accepted as one area that 
cannot be rushed. 
          Perceptions can only be formed though time and participation. Photographs may 
capture a single instance, but it is lacking so much more. The conversations of those 
passing by,  a flicker of light, or even a random detail that catches your eye cannot be 
quantified in a single  image. Buildings are more than a pretty façade that ends up on 
the cover of a magazine. It’s  about space, the experience, and quality, but is also unique 
for every person. We may try to  represent our ideas with computer graphics and 
drawings, but only once we experience the  building for ourselves do we truly begin to 
understand our perceptions of it.   
          Both hand drawing and computer graphics have their advantages. I could go 
ahead and make a list, but that is something you need to discover on your own. It’s 
part of your own  iterative process, learning what works, and what doesn’t. Represen-
tation is the backbone of  any architecture project, but it is our process that guides our 
projects. Through iteration, we  develop knowledge that not only expands our projects, 
but our views, styles, and thinking as  designers. As our satchel of tools becomes filled, 
our own knowledge expands. As architects,  our projects represent different iterations 
of ourselves. Process, iteration, and the tools we use,  are all interlinked into how every 
designer thinks. What makes everyone unique, though, is how they use them.  
HANDS: A USERS GUIDE
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TEACHERS
As a studio instructor, I believe in teaching students to creatively explore
 their imagination through making models.  The act of  making connects
 students with space, time, and place in such a way that connects their 
  imagination  with the spatial and landscape experience.  I  have  always
   believed that when your hands work directly with material to build a
     model you have a stronger connection with your thoughts and you
        create a more powerful physical  representation of  the  idea.   In
           essence you are experiencing your imagined thoughts through the
             scaled model and you envision the human experience. The more
                    refined the model, really I mean the craft of  the model, the
                         more you are able to clearly imagine the experience. The
                              model serves a purpose to help visualize the idea and
                                   understand how the idea works.  I  believe that if  
                                        you take care  and build a well-crafted model 
                                           your visualization will be stronger and clearer
                                                because of  the craft.  As students seek 
                                                     their place in the design world, I hope 
                                                           they learn that to be a designer is 
                                                                to simply represent the idea 
                                                                   with the craft of  exploration
                                                                      and creativity.
- Carl Rogers
TWO
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A BRIEF FORAY INTO THE MEANING OF MODEL MAKING
MIXED
METHODS
-Jungwoo Ji
“...in an academic design studio, 
making models is not only a 
presentation method, but also a 
generator of ideas which 
students don’t expect...
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RYAN CARTER’S ANSWER 
TO “WHAT WE DO.” A 
STUDENT PERSPECTIVE ON 
THE PLACE OF ITERATION 
IN OUR EXPLANATIONS 
TO FAMILY AND FRIENDS.
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by Ryan Carter
In sum, we in architecture school are generators. 
The things we create are the result of a long, 
painful, and sometimes tear-inducing process. 
The pursuit of so many iterations to find and 
apply solutions is not easy. However, reiteration is 
essential to what we do. The only way to excel at 
being an architecture student is to ask questions 
and as a result, find answers. Then proceed to ask 
questions of those answers. And then proceed 
to ask questions of those answers. And then… I 
think you have the idea.
The study of architecture is not what I thought it 
to be. My first week in studio was akin to having 
a cooler of ice water dumped onto my head. There 
was no time to process the fact that my assump-
tions about what I’d learn were wrong. There was 
only the exhausting march forward; indeed that 
week will live as one of the most brutal weeks 
of my life as a student. No matter how many 
drawings or models I completed it was never 
enough. Inevitably, I would mention this to my 
family and friends. Their reply, “What are you 
doing that takes so much time?” My response was 
a non-answer like “I make models and stuff.” After 
three years of design school I think I am beginning 
to grasp what exactly it is that I am learning to do. 
As a designer I generate.
Generation is not creating something from 
nothing. To the contrary, it is a long process of 
pursuing iteration after iteration of an idea. Thom-
as Edison knew his stuff when he stated, “Genius 
is one percent inspiration and ninety-nine percent 
perspiration.” Yes, I have ideas, but they are only 
ideas. There is a lot of ground to cover between an 
idea and a solution. Time and hard work crystallize 
ideas into reality. I believe that in architecture 
school we are being trained to fabricate, represent, 
and iterate solutions for ideas.
Solutions come from a variety of places. Many 
solutions are appropriated from things that 
already exist; think precedent study. Looking at 
how others have responded to similar problems is 
extremely helpful. The learning happens when you 
appropriate (not copy) someone else’s solution to 
your specific situation. For instance, the idea for 
bookshelves has been around for many years. If 
you needed a bookshelf for your design you would 
appropriate the solution that has been around for 
so long. But, you would determine what material 
the shelves were made of, how many you needed, 
what color they would be, if the shelves would be 
at a forty-five degree angle or not, and the list goes 
on. The solution existed but you had to apply it to 
your unique situation.
If there is one key to being a generator, it is a ques-
tioning mind. There is only one truly effective way 
to find multiple solutions or iterate on an idea: that 
is to ask questions. Initially those questions might 
be ” Why am I even doing this?” or “What time 
does Hobby Lobby close?” but the more experi-
enced you become, the more valuable the questions 
that are asked.
Asking a question is like throwing a stone from 
the top of a hill. It rolls and gathers momentum, 
never stopping until it reaches a resting spot far 
from where it began. This is what is what gener-
This is why a professor will most likely never 
be perfectly happy with the solution you offer. 
They will acknowledge that you have a good 
project (if you do) and then proceed to state what 
they wished you had pursued, and usually this 
involves them challenging you as the student 
with a series of questions. This is how they teach 
those of us who intend to become architects a 
questioning mind.
Professor Cal Lewis told me about an architect 
who said “Thank god we don’t build schematic 
(or preliminary) design!” You may be curious as 
to why this is. It’s because the preliminary work 
is not enough to be a finalized product. It has no 
depth to it or any layering of information. 
Think of the complexity of a building; there is 
no way that the initial sketches and models we 
make are anywhere close to where they need to 
be in order for them to be ‘built’ (hypothetically). 
Sure, a motion study can lead to an interesting 
form, but without intensive questioning that 
interesting form will never be realized. There are 
questions to be asked about the structure, mate-
riality, and enclosed spaces that have not yet even 
come to mind. Asking multiple questions is the 
ONLY way to arrive at a solution so the sooner 
the habit is acquired the better of you will be.
The many questions and iterations you work 
through will help you to better understand exact-
ly what it is you are making. This gives a boost of 
confidence when talking to your studio instruc-
tor and during final review. It is something that 
will benefit you and eventually the people that 
use your product because it provides the layering 
necessary for good design.
ating involves. Many ‘stones’ thrown from many 
hills, are required in order to arrive at a solution 
for the challenge.
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INTENTIONS AND
OUTCOMES
assigning value to architectural decisions
EVERY DAY, IN OFFICES WORLDWIDE, HUNDREDS 
OF ARCHITECTS MAKE THOUSANDS OF DECISIONS. 
MOST OF THESE DECISIONS ARE BENIGN. 
HOWEVER, THERE ARE ALWAYS A HANDFUL 
WHOSE OUTCOMES HANG IN THE BALANCE 
BETWEEN GREATNESS AND CATASTROPHE. 
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Perhaps that was somewhat melodramatic but it can generally be agreed upon that architectural 
decisions, with their implied financial 
and physical commitments, hold greater 
weight than decisions of a smaller 
physical scale. These decisions are made 
in alignment with intentions, however it 
is important to recognize that intentions 
and outcomes are not synonymous.  
Intentions birth and drive a project, 
while outcomes are the ultimate 
measures of success. The phrase “it’s the 
thought that counts” cannot so readily 
be applied to architectural practice. If 
the built outcomes do not live up to their 
promises, the intentions are irrelevant in 
the face of the newly created reality.
But for a moment, let’s take a step back 
and look at the root of the intentions 
themselves. Of course, the client and 
the prescribed program provide much of 
what the project hopes to accomplish but 
architects are rarely hired to fulfill only 
the minimum requirements. When given 
basic requirements, practicing architects 
are often expected to extract a larger ob-
jective for which the project might aim. 
They imbue their projects with their 
own personality through a new, self-de-
fined intention. Different designers may 
favor aesthetics, socio-cultural issues, 
environmental consciousness, pure 
experiment, or any other directive. How-
ever, there is danger in this power when 
In the academic realm, this is a 
considerably more personal issue.  
Without the reality of built work and 
external implications, the weight of 
the student’s intention effects only 
them.  Students are encouraged to 
explore and experiment, and rightly so.  
Exercise begets strength and without 
these mental workouts we would not 
be strong enough to enter practice.  
While personal exploration is not lost 
as the shift is made from academics to 
practice, the hypothetical intentions 
formed in school shift to account for 
external matters of the real world.  In 
academia and practice, whether internal 
or external, outcomes are required to 
measure the success of the intentions 
and how effectively they were met.  
If this were not the case, students 
would not worry about their GPA’s and 
professionals would not conduct post-
occupancy reports.
As architectural intentions are reflections 
of personal ideals, it is particularly 
difficult to assign them value against 
any singular unit.  As such, defining 
something as “architectural good” is 
an exercise in subjective argument.  
However, it is much easier to recognize 
“architectural bad” if the outcomes fall 
short of their intentions.
the desires of the architect may precede 
the greater realities of the project. 
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by Alex Olevitch
When practicing, architects need to 
be particularly mindful of this ability 
to self-define a projects intention, the 
results of which, have a slow but assured 
effect our world.  Only after the decision 
has been made real can its value be de-
termined as the built work takes public 
stage, for better or worse.Architectural decision-making is 
rarely black and white however. More 
frequently than not, an architect is 
challenged with two or more conflicting 
decisions with equally meritorious 
outcomes. Here is where the practice is 
most complex. The AIA Code of Ethics 
and Professional Practice attempts to 
resolve complex issues by outlining 
professional obligations to the public, 
the client, colleagues, the profession, 
and the environment, but does 
little to combat any internal conflict 
between these obligations. It is also 
unreasonable to expect the architect 
has enough time and resources to 
weigh every possible outcome within a 
typical project timeline.
In his text The Ethical Architect, 
Tom Spector searches for more 
definitive means of choosing between 
conflicting options.  He uses the term 
“moral currency” as a decisive unit, 
rooted in morality, against which 
each architectural decision might be 
measured. However, as previously 
stated, decisions reflect the architect’s 
intentions, and intentions reflect their 
ideals.  If  “moral currency” is a means 
to making a decision, then it is not a 
universal unit, but rather is self-defined.
Santiago Calatrava, no stranger to the 
debate, is being sued once again for the 
outcomes of his practice. This time, the 
city of Valencia, Spain is suing him for 
the state of disrepair his opera house at 
the Ciudad de las Artes y las Ciencias 
has fallen into.  The multi-million dollar 
project has been partially closed to the 
public due to falling mosaic cladding, 
just under a decade after its completion.   
Having recently visited the project, I 
can assure you of this unfortunate state 
of affairs.  The strangely utopian park 
reeked of unfulfilled promises.  Despite 
their structural and spatial prowess, 
Calatrava’s designs, on occasion, fall 
short of what the public comes to expect 
of architecture.  Threatening user safety, 
many of his designs are frequently 
labeled failures.
CITATIONS: 
Spector, Tom. The Ethical Architect: The 
Dilemma of Contemporary Practice. New 
York: Princeton Architectural, 2001. Print.
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TWO   INTERVIEWS   WITH 
STUDENTS THAT MADE THE 
C H O I C E   YOU  COULDN’T
by leaving  their  architecture 
education behind and embark-
ing on a completely new path
Taylor is a 5th year Bachelor of De-
sign student that left the Architec-
ture program after his third year. 
Blake, like Taylor, left the program 
his third year but took a path outside 
of design completely and is inter-
ested in Permaculture education.
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Taylor: The general way of design thinking. 
The biggest thing I took away was that it is 
implacable to things outside of architecture. 
Everything I learned was important. The 
biggest thing I loved about it was that you 
could design and light a room a certain way 
and that could have an affect on people, it 
could make people feel certain things. You 
have to understand people. If I hadn’t been 
in the program, I wouldn’t think the way I 
do today and make the decisions I made.
What tools do you use from the architecture 
program in your new field of study?
Taylor: It took me the whole 3rd year to 
decide to leave. Second year went pretty 
well for me. I really enjoyed it… it was very 
experimental. 301 semester was a disaster. I 
had never really considered any other pro-
fession; I didn’t want to immediately drop. 
Even though it was a successful semester, I 
struggled. Having group members helped 
me through it. I just saw it as an obstacle at 
the end of the year. I had no regrets once I 
decided to leave; I fully understood what I 
was leaving. I moved to California and trav-
eled on my year off. I saw this as a 9-month 
brief stop. I didn’t want to think about the 
things I was thinking about (architecture).
Blake: It tears down the process between 
people. You don’t have to go through 
someone else to make something happen. 
It has an affect right away. You aren’t de-
signing something for the “future”… you are 
working with your hands and seeing results 
right away. There are programs everywhere 
for natural buildings… you don’t need a 
traditional architecture degree.  You learn 
to build your own home… it is small scale 
so you are able to be knowledgeable about 
everything you are doing… This way you 
don’t have to please everyone.
Taylor: - I had this romantic notion of sitting 
at a drafting table and pulling out master-
pieces. I took architecture classes in school, 
but it was very old-fashioned… purely 
functional, construction and graphing… no 
comprehension of what goes into a building.
Do you feel like you misunderstood what 
architecture was coming in? 
Do you have any regrets about not knowing ex-
actly what architecture was before coming in?
Taylor: I don’t have any regrets. I started the 
program not very design inclined, and shift-
ed to think a different way. I value design 
thinking but don’t apply it to architecture.
Was leaving the program based on any 
particular experiences? 
How did you get interested in the Bachelor of 
Design program?
Taylor: I came back to visit one weekend in 
the fall, which would have been 4th year 
in the program. BDes (Bachelor of Design) 
was maybe a year old, we had one guy drop 
and go into that, finished early and went to 
the masters program. It was a way to finish 
school at the same time while still doing 
design work… and then you can take that 
and go to grad school. I guess what I want-
ed from my actual life changed, all because 
of architecture, but also because I didn’t 
want that type of job. I didn’t want a job 
that I would have to bring home. After the 
Kansas City project… the bluff I designed 
pretty much inhabited by homeless people, 
I felt guilt about building anything there. 
At a certain point I didn’t want to put more 
buildings anywhere. I wanted control, I saw 
myself designing off the grid housing which 
didn’t fit the architecture program.
What interested you about Permaculture?
Blake: - When I was in 102 I knew someone 
in the architecture program so I got to 
see what was going on in the second year. 
It seemed experimental; it wasn’t about 
the finished project. The process was 
interesting. The way the design college 
handled the process, as looking through 
a lense… about intuitiveness. I saw 
architecture could cover everything.
Blake: After being through the program it 
became overwhelming that you can’t be 
authentic… you have to consult with other 
people. You have to be the person that 
solves all the problems even though it is the 
job of other people. Everything you design 
is for the future… I wanted to see the results 
now. I wouldn’t say I have regrets though.
Blake: I felt like I was working as hard as I 
could towards nothing. Towards something 
unknown. The switch from experimental to 
computers… killed creativity. The Landscape 
project (301) opened up opportunities out-
side of architecture. I was out looking in… 
looking at myself in the program. I talked 
to my advisor during the project and she 
described something called “tunnel vision”. 
People work so hard and are around each 
other so much that they adopt an architect 
mentality where they dress, talk the same… 
as not authentic to who they really are.
Blake: You can look at things with a new 
lense… you learn the ability to integrate 
things into a unified thing. I learned how 
to work with people, how to communicate 
what is in your head and inside yourself. I 
am blessed by all the years of architecture 
and the skillset I learned. I would not have 
found my route without going through it 
first. It was not a waste, all the hard work 
revealed opportunity.
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Experimentation could lead to many doors and 
treasures within the process of making; the vast 
inquiry of making though, in truth is what is tru-
ly remarkable. The multi-media approach that we 
undertake to conceptualize, represent and solid-
ify, the ideas we pursue, relate to fields that far 
extend its arms into the ocean of knowledge and 
exploration out there. A prime example would 
be when looking at the Firm Free Cell, it goes 
for artists like Zack Bent and Jason Boone that 
both were architects and now focus on solely art 
installation and woodcraft. Of course vice versa 
could be stated, since we all speak of the Pritzker 
Prize laureates, we have to consider what made 
them who they are today. Rem Koolhaas was a 
filmmaker, Zaha Hadid is a contemporary artist, 
Le-Corbusier practiced art, Tadao Ando was a 
truck driver and Boxer, etc… Once in thought, 
we realize that these endeavors happened out-
side the realm of the architecture that speaks 
only to buildings. They were all architects in 
their own right, as they constructed realities spe-
cific to them and tailored to their interests.
ENTICING POSSIBILITIES.
A question, as architects we often ask, but rarely 
in education we elaborate upon early in our ca-
reers. At hands, we are solution makers, to vari-
ous problems or questions, whether it is fashion, 
urban refinement and revival, political gestures, 
product design, art, film, graphic design or even 
video games, making us the overall package 
in the industry of analytical thinking and cre-
ative processing. The set of tools  that exist at 
our disposal, should not only  give person(s)  a 
reason romanticize only about, becoming a mas-
ter building designer or maker, but rather pur-
sue the very fabric of what makes one excited 
about the process of making. If now, along the 
path of education one finds the interest of other 
forms of practice more lavishing to dwell upon, 
one should pursue, after all there is no reason to 
remain in the field of the architecture of build-
ings after graduation. Given the time, once we 
inhabit ourselves in the momentous movements 
of architecture, the world should open its doors 
to possibilities that lay far beyond the boundaries 
and walls of studio and the coherent College of 
Design. The world, then, opens its doors to the 
magic that lays beyond them; we can start to see 
that the amount of “architect” turned to artists, 
planners, landscape architects, philosophers, 
etc… Are staggering, they not only are famous, 
but they contributed a lot to the professions and 
majors that they once were a part of. 
1. Morgan Aalgaard 
2. Abby Bengford 
3. Weiqi Chu 
4. Amber Gable 
5. Shayan Gharagozlu
6. Aubrey Gillman
7. Mary Gould 
8. Heather Hansen
9. Bo Hu
10. Paige Hubbard
11. Kevin McFarland
12. Ashley Moeller
13. Dan Piepho 
14. Bec Ribeiro
15. Raena Sampson 
16. Ryan Smart
17. Tammy Steffen 
18. Jessica Skorjdal
19. Kelsey Vetter
20. Austin Weitl
21. Emily Wilson  
22. Jason Zeman
[ ]
Design Build Roster:
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The merit of mentioning this of course, especial-
ly coming from a foreign student that have ex-
perienced education in a world where creativity 
is not only a struggle but also a fight to achieve. 
In a world of “A” must equal “B”, architecture 
school here at Iowa State, provided a canvas 
on which anything in my mind and soul could 
painted on and in a way that hopes could be 
achieved. When I had to write to describe the 
philosophy, the spirit, analysis and romanticiza-
tion of the projects I dwelled within, it offered 
a spark of interest and a lens of unprecedent-
ed awesomeness, that I not only could branch 
of architecture, but also could actually do and 
make whatever I enjoy and truly love. What I 
truly loved in writing evolved into drawing and 
that was a major pivot point for me. As senior in 
architecture school I find it still amazing that for 
final review I can pick up a piece of 18” x 24” 
Strathmore and elaborate a perspective render 
by hand for final review rather than the typical 
render through the digital norm. I found portal 
to practice art in Architecture and not only does 
it entice the soul, it gives hope that once educa-
tion is completed, I can start a greater focus on 
art and expand through it and perhaps nor I can 
focus on writing as well. This made the formula 
that was “A” equals “B”, I apply to architecture 
and become an architect, turn into “A” equals in-
finity, I attain the tools and methodologies that I 
need through the education of architecture, and 
I can become whatever I chose really, a writer, 
an artist and a practicing architect.
Perhaps, if anything, I would love to elude you 
to the possibility that the gates within the archi-
tectural realm of study are vast and they are all 
equally beautiful. I hope that the same as myself 
you will be able to find your true calling within 
the education that you fought for and the one 
you are thriving within. 
Our pursuit is one of poetic nature, it holds a 
little bit of something from every profession out 
there, from every culture, language and era. With 
that I hope whatever you are to make, is one that 
is close to your heart, beautiful to your mind 
and charging to your spirit. Because, truly, if the 
world that we practice in, ever needs anything, it 
would be your passions in making what you love 
to make, no matter what profession it lays in, 
even after the study of architecture. With That, 
I hope that all passion could become door to a 
bright future and a world of Enticing Possibilities. 
Thank you.
DO WE ONLY MAKE 
BU ILD INGS? 
By Mohammed Ali
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BURNING
BETTER
THAN
ITOnly one photo is necessary to conclude this section with Claire Zheng’s graduation dress, in which she finds a happy medium between architecture school 
and her interest in fashion by wearing her final 
project on her final day in the College of Design.
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PART
LIKE A FINE 
WINE... OR A
GENTS IN GE
NERAL
where you fin
ally think you
’re in control.
.. 
but probably 
only because
 you’re drunk
.
THREE
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AGENTS
The studio, the project, and design are 
transformed  by  extraneous  means  of 
kicking  ourselves  in  the  ass.
Architect/Artist/Ceramicist/Beard Growing, Overall-
wearing all around nice guy Clark Colby struts his 
multi-media talents at his “Remnants” exhibit. Much 
inspiration derived from Iowa Landscapes and 
involved the use of 360 degree cameras
PRODUCTION
OF
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DEVOTED DATUM THINKER JILL MALTBY INTRODUCES US 
TO THE CONCEPT OF HER WAY OF GETTING THROUGH A 
PROJECT WITH HER STRATEGIC MUSIC SELECTIONS, WHILE 
SUNCICA JASAROVIC + DAKE LI + CHENGLONG ZHAO’S SAN 
FANCISCO JAZZ HOUSE PROJECT SHOWS US THE IMPOR-
TANCE OF DISTRACTING YOURSELF WITH NETFLIX WHILE 
UNDERTAKING AN INCREDIBLY-TIME CONSUMING MODEL.
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WE ALL USE SOME 
EXTERNAL AGENT 
OF PRODUCTION 
WHEN ATTEMPTING 
PRODUCTIVITY; OFTEN 
TIMES, WE USE MUSIC.
As many of us know so well, results rely on 
process, a process that often times is specif-
ic to the individual doing the producing. Ha-
bitually, I listen to the same song until I feel 
I’ve accomplished something. Some might 
view this as a form of punishment. Compar-
atively, others might see this as a form of fo-
cus, shifting into an almost trance-like state, 
allowing surroundings to fade even further 
away. Some might not listen to anything 
intentionally when working; instead relying 
on surrounding chance encounters to jump-
start their productive atmosphere. [Wait – is 
the sound of our surrounding environment 
really considered music? You bet: just ask 
John Cage.] 
We all use some external agent of produc-
tion when attempting productivity; often 
times, we use music.
Music is an initiator of both solitary and 
social experience. This continues to be the 
case as we have more access to music than 
any generation to ever come before us, and 
our options are endless. Live performance, 
portable devices, real-time streaming, we 
have unlimited access almost without in-
terruption. Some even go as far to use one 
song as a commuting strategy, another band 
as our pre-production mode, and finally yet 
another genre when actually putting pen 
to page (or curser to screen, rather). Given 
the many ways song can impact the design 
process, how are we to know which song/
album/playlist puts us in a productive state 
of mind? When are you actually in control of 
when you decide you’re producing?
Personally, my measure of control is repeti-
tion. Knowing I can rely on the same layers 
of a song, the same lyric, the same beat 
introduction, the same resolutions; I know 
what change to expect. The less change 
introduced, the better. I achieve more, I 
think more, and I maintain focus for longer. 
Expectations eventually blend into the back-
ground and everything becomes balanced. 
The moment I’m ready to navigate away 
from a song, I feel more satisfaction than I 
do physically crossing something off of a 
to-do list. We all can think back to points 
where we now blame a song or album for 
undesirable results of an intense production 
session. Not too long ago, I called upon the 
punk-pop swagger of Patrick Stump when 
I used “Explode” to aid in conceptualiza-
tion of the mausoleum project under the 
direction of James Spiller. If you’re next to a 
computer, or by any of the aforementioned 
“unlimited access” points, pull up that track 
and this next bit will make all of the sense. 
LENS // MUSIC
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I listed to that track 62 times. How do I 
remember 62 exactly? Because that’s how 
many times I spot-treated a stack of blue foam 
only to watch it eat itself away to produce 
almost wispy subtractions from the mass. It 
gets better. The spray paint was yellow, so as 
you can imagine, I was humbled to present 
a nearly bio-hazardous, unnaturally green, 
half chemically altered 2’ x 2’ mass to James 
Spiller the next day. His reaction, “Maltby, this 
might be the ugliest thing I’ve ever seen in 
the best way possible.” Upon questioning how 
I arrived with this product, I couldn’t think 
of anything so to say or do other than to have 
Spiller listen to the same song. Suddenly, we 
were on the same page. Sure, I wasn’t allowed 
to listen to that song again for the rest of the 
semester BUT I secured a process I knew 
made me feel something, and those observing 
my work could map the process trail.
This account allowed me to identify the need 
for music to help distinguish mood. Many of 
us NEED what we’re listening to match our al-
ready apparent mood. However, some use mu-
sic to snap out of a mindset and jump into an 
alternate mode. In the case of my utilization 
of Patrick Stump, I didn’t feel I had a concept 
worth building from, I knew I needed some-
thing by the next day, and somehow a song 
entitled “Explode” seemed promising. I uti-
lized the highly contrasting energy from the 
song and transplanted it into my project more 
or less hoping for the best. However, once 
a mood is realized, several listen to music 
with similar characteristics in order to sustain 
said mood. Maybe they don’t utilize the same 
song, but they do tend to seek music that feels 
the same. As an individual with a fairly con-
sistent mood (severely optimistic might be a 
good word combination) I need something to 
distract me from all of the opportunities that 
surround me. If I can’t focus, I feel that I’m 
missing out on worthwhile human interaction; 
interaction that often times doesn’t allow me 
to reach any sort of level of completion. 
We see this very practice occur across a va-
riety of fields.  Specifically, the medical field 
has been measuring music’s productive power 
for years. Surgeons have been identified with 
using music to set the undercurrent of their 
state of mind when performing an operation. 
“In surgery, “you do something delicate that 
is comparable to a concert,’’ said Dr. Claudi-
us Conrad. “It’s a situation you want to do 
the most beautiful music possible, under the 
most stress’’  (Johnson). While much of this 
research is looking to determine whether 
the presence of music actually improves the 
performance of the surgeon and their staff, it 
also acknowledges the presence of a routine. 
Surgeons acknowledge that different genres 
regularly drive different types operations. 
The presence of routine is still dependent on 
the individual performing the operation. The 
medical field has since been able to monitor 
agility, accuracy, and efficiency of surgical 
team who believe music to have an impact on 
their performance. 
So, do I simply sit down, scroll through a 
playlist, choose a song and get it poppin’? 
Absolutely. Is this true for everyone? Yes. 
Maybe. Well no, not actually. We can all agree 
that process needs routine and feeling, and 
we all know how we feel when we produce. 
Coincidentally, we often can tap back into that 
same moment of production when we happen 
across ANYTHING that reminds of us days 
where significant progress was made. While 
I can’t readily name every song that drove 
every moment of a project, I can visualize 
routines of the past should I happen to hear 
the same song. 
Regardless, this piece isn’t about who you 
listen to when you’re attacking a project. It’s 
not meant to make you question the process 
drivers of those around you (well, it’s a little 
bit about that). It’s about first creating an 
awareness of your own method of production 
so that you might later find a way to help oth-
er’s get inside your head. It’s about figuring 
how to apply a similar process to multiple 
aspects of daily life, or maybe finding that 
your design process deserves a reserved sec-
tion of your brain to truly function. It’s about 
dedicating attention to attempt to define how 
you actually produce. 
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That being said, I’ll confirm what you may 
have been thinking throughout the entirety 
of this piece: YES accepting what to listen 
to while writing about music as my agent 
of production is was quite the undertaking. 
However, here is how these pages came to 
be:
CITATIONS: 
Johnson, Carolyn Y. “Musical Surgeon 
Examines the OR Soundtrack; Research 
Studies Impact on Doctors, Patients.” 
The Boston Globe (Boston, MA). N.p., 7 
Dec. 2009. Web. 15 Apr. 2014.
by Jill Maltby
ABSTRACT COMPOSITION
   LOSE 2NIGHT (EMINEM // ERIC PRYDZ) - THE WHITE PANDA
ABSTRACT REVISION #1
   AIN’T IT FUN - PARAMORE
BODY COMPOSITION
   LUNA - BOMBAY BICYCLE CLUB
   LOADED AND ALONE - HINDER
   UNDERWATER - VERTICAL HORIZON
BODY EDITING
   BINKY - SNARKY PUPPY
FIELD APPLICATION RESEARCH
   SAY YOU’LL BE THERE - MØ
REVISION #2
   IF I WERE A BOY / YOU OUGHTA KNOW LIVE - BEYONCE
REVISION #3
  THINGS ARE CHANGIN’ - GARY CLARK JR.
REVISION #4
   YOUTH (LIVE) - DAUGHTER
   TIME - ELEVATORS 
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READING OR NOT
T WO PERSPE C T IVE S 
ON  RE ADING  AND  I T S 
PL ACE  IN  SCHOOL 
THROUGH  THE  E YE S 
OF  A  WRIT TEN 
WORD  CONSUMP T ION 
MACHINE  AND  A 
REL AT IVELY  L A Z Y  GUY
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As students in a competitive education 
system, we are routinely bombarded 
by links to professional and student 
architectural works and portfolios. Websites 
like Tumblr, Pinterest, and ISSUU, make 
design inspiration readily accessible to 
anyone with an internet connection. As a 
student there is nothing more tempting than 
seeing an attractive form online and saying 
“I want that in my project!” What these 
internet services often fail to communicate 
are the underlying theories and thought 
processes that go into publication-worthy 
architectures. The internet makes it easy to 
forget that ideas make buildings. Theories 
are systems of ideas. Viewing architectures 
is viewing theories at work, and in 
that understanding, requires the active 
designer to have at his or her disposal the 
appropriate theoretical knowledge base.
Of course there are very real dangers to 
theory. When one says “I am a ‘theory-
name-here-ist’”, what happens is that 
theory controls every aspect of data 
interpretation and might cause one to miss 
important information (Maslow’s famous 
adage: ‘when all you have is a hammer, 
everything starts to look like a nail’). The 
pages of history are littered with stories 
of theories gone awry, people whose 
theories began to control them, rather 
than the other way around. Architecture is 
especially victim to this phenomenon.
So are old architectural theories worth 
study? It is true they don’t entirely help us 
to understand contemporary issues, yet I 
believe that they are still useful, provided 
we reject the idea that they are exclusive. 
The historical trend in architectural theory 
is to use theories from other disciplines, 
primarily philosophy. This raises important 
questions. Can we apply one overarching 
theory to architecture, music and 
religion? We all agree architecture has the 
elements of scientific and anthropological 
disciplines, yet is it right to approach 
architecture as we might approach an 
earthquake or ancestral bone? 
I would advise design students to be crit-
ical of these theories, and try to mentally 
reposition them as interpretations. An 
analogy is not a complete theory; similar-
ities do not constitute explanations. An 
all-encompassing theory, spread out over 
disciplines, can initially feel liberating, but 
ends up being limiting. I would argue that 
it is the ability to oscillate between these 
larger systems of thought, or better yet, to 
use them as vantage points from which to 
Some people distrust theories as 
artificial grids imposed upon reality - yet 
without them, all we have is a world of 
disconnected facts and raw data. Theory is 
what allows us to relate facts to each other, 
and in doing so, generates knowledge. 
Whether we like it or not, without being 
able to generalize, we don’t really have any 
knowledge of anything. 
SO ARE OLD 
ARCHITECTURAL 
THEORIES 
WORTH STUDY?
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As students at a state university we have 
innumerous free resources at our disposal 
to acquire new and used theories and 
tools. Parks Library is a treasure trove of 
architectural thought, and a great place 
to improve an existing tool box. Take 
advantage of this resource! In my short 
experience as a design student the most 
successful projects are those supplemented 
by diligent personal research that often 
I recently participated in the 2014 ISU/
Roma Tre workshop, where teams of 
students were given two and a half days 
to design a museum and café renovation 
strategy for an abandoned slaughterhouse 
building in Rome. Our team was able 
to identify desirable spatial qualities for 
the required programs that didn’t match 
the functionally bleak context. Our team 
looked to examples of structuralism in 
architecture and urban planning to see 
how a generation of architects before us 
responded to the lack of humanity found 
in rigid rationalism. What we discovered 
were architectural ideas about culture, 
form, and circulation that influenced our 
decision to design an open structure of 
canopies to accommodate free movement 
and interpretation, in a way that coalesced 
with the surroundings. Structuralism 
gave us a language with which to talk 
about architecture that responded to a 
contemporary challenge. 
With every theoretical revelation a slew 
of new unanswered questions arise. 
Sometimes this perpetual chase towards 
a truth or solution is intoxicating, other 
times it is exhausting. This is the nature 
of learning. We all have personal interests. 
We all have an individual constellation of 
unanswered questions that keeps us striving 
for knowledge and moving in all different 
directions. The important thing is that 
we stay moving, that we actively seek out 
answers, and take joy in the discoveries that 
orient our trajectories.
By Matthew Darmour-Paul
view a unique set of problems, that is the 
most useful for a designer. Theories are 
tools. A discipline as elusive as architecture 
(how many times were you asked to define 
what architecture is this week?) demands a 
multiplicity of architectural vantage points, 
theories and interpretations to cast light 
upon its features. 
starts ‘on the side’, before emerging front 
and center. It is true the internet provides 
us with exciting new opportunities for 
fast question seeking, but only through 
consistent and deliberate study can we 
organize those questions in professionally 
and personally meaningful ways. 
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I do not enjoy reading about architecture. 
The distinct and uninhibited irony of 
this statement aside, let me distinguish 
that I do in fact appreciate such written 
content and see great value in its 
proliferation. Though at times weighted 
down by pompous rhetoric and elevated 
language that ultimately constitutes a 
variety of useless fluff [i.e. everything in 
this paragraph so far], it often contains 
valuable insight into a designer’s thoughts 
and means of creation. I simply find 
reading to be an undesirable means of 
consumption. If life, at this moment, 
found me stranded in a desert and 
reading about architecture was the 
symbolic glass of water…I’d drink the 
fucking water, because I’m not that 
stubborn.
Too often I feel there is an unspoken 
pressure to understand the conversational 
reference, and as a student of Architecture 
genuinely uninterested in its written 
discourse…I found myself slipping.  Years 
ago I used to partake in a club called 
“SpeechTeam.”  Often, the activities were 
less centered on speech [or what you’re 
thinking: “debate”] and instead focused 
on acting. My own event was Original 
Comedy. I would write my own story 
and subsequently perform the various 
characters through different poses and 
voices. In 2007, the general plot of my 
written work centered on a support group 
for depressed people...some might call it a 
“dark” comedy. 
All you really need to know is that one 
of the characters was (spoiler alert) very 
de-pressed and  through a multitude 
of suicidal ruminations, considers 
killing himself by drinking Drano and 
swallowing aluminum balls of foil, “Just 
to go out with a bang.”
Of course, this joke always received a 
huge laugh, because that shit’s hilarious, 
and seven years later I had all but 
forgotten about my proud 16-year-old 
grasp on the morbid. Forgotten, that is, 
until April of 2014. While embarking 
on my first journey into the work of 
Kurt Vonnegut, I was struck by a brief 
anecdote in his book “Breakfast of 
Champions.”  
“… his wife Celia had committed 
suicide, for instance, by eating Drano– 
a  mixture of sodium hydroxide and 
aluminum flakes, which was meant 
to clear drains. Celia became a small 
volcano, since she was composed of 
the same sorts of substances which 
commonly clogged drains (65-66).”
That son of a bitch stole my joke. Kurt 
Vonnegut stole my goddamned joke. Of 
course, this can’t possibly be true, as this 
book was written in 1973 and I was as 
non-existent as Iowa State’s College of 
Design building. I do not lament this 
development. Yes, it makes my joke “not 
original” and in turn16-year-old David a 
I’M FUNNIER THAN KURT VONNEGUT
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That my brother had the exact same 
idea as Kurt Vonnegut, completely 
separately, and in turn relayed it through 
conversation as inspired by my written 
work indicates a fluctuation of creativity 
across genres and mediums. There is 
too much knowledge in the world to be 
worried about sequestering efforts into 
undesirable tasks. The information will 
find its way to your brain in its own time 
and method. Plus, at the end of the day, 
I take credit for telling it better than 
Vonnegut…because I did…because “go 
out with a bang” is just priceless.
liar…but that David was always a filthy 
liar…so no loss there. Instead, it excites 
me. Especially considering that I actually 
didn’t write this joke. My brother, eight 
years my senior, had suggested it after 
reading my script.  Flash forward to2014 
and a quick text later I had confirmed 
that he had, in fact, never read a single 
book by Vonnegut.   
By David O’Brien
The point is that ideas are fluid. We 
cannot control when or where they come 
from. In school, in regards to architecture, 
I only find myself slipping to the extent 
that I do not ask questions. In reality, I am 
fortunate for the people around me who 
have chosen to indulge in reading. For 
at least a year I struggled with the guilt 
that I should but did not want to pick up 
any books that seek to describe the built 
environment. I resorted instead to non 
architectural media. Upon reflection, I 
realized I have not suffered. I have always 
been able to converse about design. We 
gain knowledge and information through 
a multiplicity of sources and genres. In 
fact, it is “diversity” that best defines 
architecture, not “architecture” as a term 
in and of itself. 
CITATIONS: 
Vonnegut, Kurt. Breakfast of Champions. 
New York City: Delacorte Press, 1973. Print.
a g e n t s  o f  p r o d u c t i o n
In early 2013, a fellow student of Architecture at 
Iowa State developed a bracket that pit famous ar-
chitects of various time periods against each other. 
The bracket was constructed without a value system 
against which to evaluate these characters. When it 
was delivered to students and teachers alike, it ar-
rived only with a verbal prompt: “who would win?”. 
Thus, the bracket demanded the user develop their 
own set of criteria against which to evaluate the 
various oeuvres. A copy of this bracket was given 
to every instructor that we could get a hold of, and 
most were quickly able to produce their own set 
of criteria to compare the work. Professor Gregory 
Palermo, demanding order, not only explained his 
criteria verbally, but inscribed them onto the face of 
the document such that there could be no question 
about the metric he would deploy. 
His inscription read as follows:
The Gregory Palermo System: Innovation, Impact, 
Beauty, Zeitgeist And Avant-Garde
CRITERIA:
1. INNOVATORS RELATIVE 
TO THEIR TIME: SEEKING 
NEW DIRECTIONS
2. IMPACT ON OTHER 
ARCHITECTS: DESIGNERS/
SCHOOLS
3. “BEAUTY” OR OVERALL 
QUALITY (UNIQUE?): THE 
AMAZEMENT FACTOR
4. IMPACT ON POPULAR 
CULTURE
5. EXEMPLARS OF THEIR 
TIME: ESTABLISHING THE 
STANDARDS OF SUCCESS 
OR THE EDGE
Innovation was the key to Greg’s system, as each 
point functions as a unique ‘mode’ in which 
newness is manifested. But, in understanding 
the role of the precedent project, not only must 
we know what to look for, but how they are 
executed. Greg’s system is important first step 
to understanding the way that the student of 
architecture thinks about that ever-present Agent of 
Production: The Precedent.
PRECEDENT
LENS:
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If my problem is too much flexibility, I will combat 
it with firmness. As I move from initial concept 
drawings to final dimensioned documents, I need 
a way to immunize my process against the pitfall 
of flexible relevance, as well as crystalize earlier 
productions so that I don’t lose ground. Like a 
music playlists, I propose the precedent playlist. It 
is a framework that structures the process of dis-
covery, rather than a completely rigid list of tracks. 
Services like Spotify, Pandora, and iTunes Genius 
Flexible Relevance Vs. Selective Firmness
Final Thoughts
The precedent takes on a special role in our disci-
pline. Because it is impossible to build and iterate 
in the full-scale, we must study abstractions in 
order to evaluate our proposals. The precedent, 
however, proves a complex agent of production. 
It can be easy to be infatuated by the beauty, or 
image, of a design, but this distances the design-
er from the attributes of the work that might be 
put to work. By deploying an intensely conscious 
and intentional process, it may be possible for the 
architecture student to operate more successfully in 
a world that is hyper-saturated with media. A strong 
value system must be employed to navigate the 
seemingly endless ecosystem of precedent work. 
But, as with all creative processes, this system is 
itself the subject of critique and iteration. And so 
we continue our work.
Appealing to a set of abstract values clears only 
the first gate through which the precedent must 
pass to make the cut as an ideal reference. The 
project must also be relevant to the problem that 
the student seeks to solve. This situation, however, 
conceals a trap. At the time of writing, my own 
studio project called for the articulation of a tight, 
45° triangular site. I begin my research by flipping 
though the oeuvres of characters that meet the 
Palermo Criteria. Koolhaas, Siza, and Holl make 
the top of my list. Holl has an art museum in 
Helsinki with forms that negotiate an angled site 
with an attractive gracefulness. At this point in my 
perusal, the clarity of the concept in the massing, 
which has to do with the collision of two separate 
programmatic elements, has me frothing at the 
mouth with pleasure. I begin racking my brain for 
ways to bend my own conceptual position into a 
similar two-form scheme, such that I might imbue 
my project with the same grace. Conceptually, 
my project dealt with unifying separate pieces, 
not dividing them. The clarity of my own idea is 
muddied by my attraction to a precedent, and the 
task of solving my problem of the bending site 
has got me rethinking my core conceptual stance, 
which would nullify weeks of production. This is 
an issue of flexible relevance: because the project 
is a complete product of my consciousness, I am 
(existentially speaking) free to edit any point of it 
at any point of its maturity, and I am able to bend 
my criteria so that a project that I find attractive 
can influence my own. 
allow us to generate playlists of knowable themes 
and unknowable content. I begin by assuming 
that certain architects are more helpful to study at 
certain milestones in the development of a project. 
I begin with a highly abstract conceptual notion of 
the place. In particular, lets say I abstract out phys-
ical characteristics of the place, examining only the 
social and economic condition of the place. I may 
look to Holl watercolor diagrams for a language to 
describe these conditions. Next, I begin to selec-
tively lift my veil of abstraction, letting more and 
more conditions enter my field of vision. As I move 
forward in this way, I transition from Holl diagrams 
to Koolhaas notions of program manipulation. 
Siza-style plan sketches follow, manifesting these 
ideas in dimensioned, articulated space. All the 
while I lock down the productions of the previous 
iteration. In this way, I apply a focused effort, rather 
than a scattered one. The playlist must be subject 
to periodic critique and reflection. While I begin by 
curating the artists that will perform, I must employ 
a clear value system, and all the while keep con-
stant vigil against the flexibility of relevance.
DATUM // VOL. 5
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TWO STUDENTS.
A CONCISE CONTRAST IN STUDIO OPTIONS.
DIFFERENT COUNTRIES.
Naturally, almost any student will flutter with 
excitement when discussing the popular semester 
abroad. Brandon Persson and Matthew Darmour-
Paul display their very different approaches to the 
semester with equally beautiful illustrations from 
the streets of Rome and an intensely detailed 
building section, produced only from the decision 
to opt out of studying abroad and stay home to 
hone in them skillz.
BRANDON PERSSON + MATTHEW DARMOUR-PAUL
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DESIGN CULTURE IS EVOLVING 
INTO A DATA-DRIVEN CULTURE.
We see this all the time with projects such Aedas 
Al Bahr Towers, anything by Kieran Timberlake, 
or maybe even the nearest Panera. There seems to 
be so much information in this world, that we are 
forced to reduce it down into a manageable byte of 
space. At this time though, is seems that architec-
ture students must take advantage of the colossal 
amount of information available to us. Whether the 
information is credible, reliable, or extremely te-
dious, this information is evolving into our cultural 
identity. But taking in all this information while 
learning to make architecture is no small task. In 
a design culture over-saturated with information, 
how can design students learn to work with data 
while learning to maintain the kind of beauty and 
stability that is characteristic of architecture?
Many students find themselves studying design 
if they are visually oriented. When information 
comes to us in the form of lots and lots of numbers, 
students have to figure out ways to change a digit 
into a visual cue, so that other designers are able to 
quickly understand what these records mean.
DESIGNERS DEFINE DATA
While this understanding seemed to make sense in 
theory, I hadn’t come across the right project that 
would teach me to understand how to change data 
into real-life experiences. In February 2014, I con-
ducted an interview with the principal of the Dutch 
research firm AMO. While the interview questions 
themselves were geared towards getting feedback 
on the themes of Datum No. 5, I realize now that 
Reiner de Graaf ’s responses would be much more 
substantial in helping me understand the role of data 
in design school. Retrospectively, what resonates 
the most from my interview with de Graaf was the 
way that he spoke about the project he traveled so 
far into the USA to present. The project was called 
“Foresight in Hindsight”, and it sought to populate 
a database of historical predictions. Each prediction 
was then sorted into “True”,”False”, or ‘Kind of 
Both’ categories based on the eventual validity of the 
The project helped me realize that another way to 
understand data is to think of it in terms of history. 
In the architecture program at Iowa State, we are 
bombarded with history classes at the beginning 
of our education. This is for a reason, because 
evolution and iteration in design can only be based 
off a prior experiment, or a previous understanding. 
History tells us what worked and what did not. 
Furthermore, data by definition is historical… 
no scientist will ever use data to publish findings 
unless it is rooted in proven evidence. As a result, 
reviewing a spreadsheet is like reviewing history 
through a different lens.
INSIGHT IS INTERPRETED
After his first lecture, I sat down with Reiner de 
Graaf and asked him my three questions, they were:
“One conclusion of “Foresight in Hindsight” is that 
a subject does not usually successfully predict its own 
future. Similarly, many students feel a pressure to 
find an area of emphasis in order to find success. 
Would you define this phenomenon in architectural 
education as fortune telling? Is this a beneficial or 
limiting act?”
Architecture students build their own database of 
influences in order to form their definition of success. 
In your experience with defining false and truthful 
predictions, how could architectural students learn 
to define a successful path in the many domains of 
architecture?
The project is divided into 5 subjects and 5 fields. 
If you had to define a few observable fields and/
or subjects in our current architectural education, 
what would they be? Do you think they would be 
accurately able to predict the future of each other, 
given that they are versions of themselves?
historical “predictions”. Then using these catego-
ries, de Graaf and his students cross-examined the 
different categories based on their content, in order 
to demonstrate the powerful understandings about 
the past, which could be gained from using the 
Foresight in Hindsight database.
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I thought that I had nailed down an opportunity 
for some really great feedback from a partner in 
one of todays most successful and respected firms. 
Instead, de Graaf gave me a series of answers that 
were directed more towards his curiosities with 
Iowa, and his confusion as to why we all thought 
he was so cool. Finally, after a couple of responses 
de Graaf provided me with the next bit of insight as 
to how I would learn to manage data as a designer. 
As the creator and organizer of the “Foresight in 
Hindsight” project, Reiner de Graaf did not want 
to be regarded as a fortuneteller. He did not want 
to make predictions about architecture school or 
the merit of one skill-set over another.
As the interview was winding down, de Graaf 
wanted to make sure that I, along with all of my 
peers, understood that this project was not meant 
to be a tool for speculation into the future. Rather, 
the database was simply a methodology, or a way to 
understand history in a data-like form. Regardless 
it is clear that the way in which data becomes con-
tent is entirely reliant on the one who interprets it.
FIGURES TAKING ON FORM
By now, I’ve argued that designers must find their 
own way of thinking about data, while maintaining 
an understanding that their interpretation will 
inherently affect the way a project will manifest.
A good friend pointed out a crucial difference in da-
ta-driven design, which seems to be the final lesson 
in learning to handle information while designing.
The first semester of the architecture program at 
Iowa State teaches students to design environmen-
tally specific building features. A building’s latitude 
directly influences the depth of a louver system, or 
a spatial arrangement aimed to naturally ventilate 
a house. This type of information based-design is 
visible to anyone equipped with this understanding. 
To further this type of understanding, at Iowa State 
we also spend the same semester memorizing notable 
vernacular designs. Historical precedents such as 
the thick masonry in Southern Italian churches or 
Architecture students are typically visually 
oriented, meaning that other types of data-based 
design are a bit tougher to identify. That is not to 
say that these types areunfamiliar though, after 
all, the data collected about our consumption 
patterns online is also another form of data-driv-
en design. Demographics and consumption 
metrics tend to be what motivates the very 
clients that architects are hired by. For example, 
a restaurant owner will hire a designer to create a 
certain kind of atmosphere, if they know it will 
bring in a crowd with fatter pockets.
What’s beautiful about this second notion is 
that there are as many design opportunities in 
creating ambiance as there are interests in one 
person’s head. While projects such as “Foresight 
in Hindsight” may give us a data-based concept 
of history, it is still up to the designer to interpret 
it. Because lets be honest, no one can actually 
predict the future, but we can create architecture 
that sets the backdrop for what is to come.
Icelandic turf-home techniques show us how 
to recognize numerically based environmental 
design strategies in real life.
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